The cultural predicament of late-twentieth century France was perhaps best illustrated in Matthieu Kassovitz's controversial 1995 film La Haine (Hate, 1995) , a neorealist fiction that follows a day in the life of a trio of multiracial youth from a housing project on the urban periphery ( la banlieue) of Paris in e the aftermath of an anti-police demonstration. In one particularly poignant scene, a resident deejay -the iconic Cut Killer playing himself -performs a live mash-up of the American rapper KRS-One's 'Sound of Da Police' (1993), local hip hop sensation Suprême NTM's 'Police ' (1993) , and Edith Piaf's 'Non, Je Ne Regrette Rien ' (1960) . 1 The juxtaposition of seemingly incompatible musical genres (chanson and gangsta rap) in Cut Killer's composition underlines the film's portrayal of a hybrid, urban, postcolonial France marked by both violent clashes and unexpected solidarities -everyday and strategic transnational encounters across the divides of race, class, space, religion, gender, and generation. Piaf, NTM, and Boogie Down Productions trace out a soundtrack of parallel struggles for economic equality and social justice occurring across several decades on opposite sides of the Atlantic, and indeed the Mediterranean -a connection reinforced by the film's opening credits montage which overlays Bob Marley and the Wailers' iconic 1973 anthem 'Burnin' and Lootin" over archival footage from 1980s and 1990s street battles between multiracial youth and the French police.
While a number of authors have focused on the emergence of a multiracial, hypermasculine 'ghetto patrimony' in the banlieues and the broader moral panics that have ensued in its wake, this chapter underlines the broader postcolonial dynamic uniting France and North Africa in which youth over the course of the last decades of the twentieth century emerged as a problem for state anxiety and management.
2 Building on Paul Gilroy's outlining of a 'Black Atlantic' as a 'counterculture of modernity', it explores the parallel emergence of youth protest movements on both sides of the Mediterranean since the 1970s -movements that were transnational in scope and intimately connected to the emerging musical genres of new Berber folksong, Algerian raï, Moroccan gnawa, rock (especially punk and metal), and hip hop.
3 Youthful musical production and consumption map out alternate generational solidarities that ambivalently vacillate between articulations of stalwart localism and transnational solidarity across the Mediterranean as well as across the Atlantic. At the turn of the twenty-first century, these social movements coexist in productive tension, between a new militant Third Worldism, increasingly under the banner of global Islamic unity; a reinvigorated Berber ethnic assertiveness that seeks to create an ethnic homeland across the southern Mediterranean; and a contemplative Sufi revival that transcends racial and ethnic categories. This chapter traces the historical emergence, trajectories, and scalar dilemmas of such forms of transnational youthful political and artistic engagement.
Scalar dilemmas and everyday transnationalisms
Exploring the emergence of 'youth' as a political category in the late twentieth-century Mediterranean requires a renewed attention to the scalar dimensions of engagement and analysis, to the coexistence of multiple, incommensurable (yet not incompatible) logics of practice and knowledge operating in different spheres of social interaction. Nearly all the phenomena that historians and social scientists observe are multi-scalar depending on the perspective of the actor and analytical lens of the observer. In the case of the western Mediterranean, a young man or woman's social aspirations as a resident of a given banlieue housing project, a Franco-Maghribi, a Muslim, and a member of a transnational hip hop community are not competing differences of degree, but coexisting differences of kind, with radically different modes of action and obligation entailed by each orientation. In general, not only do young men and women continually move between different roles and modes of self-presentation, but youth protest music movements also must periodically negotiate between these different scales of discourse and action as they imagine different generational boundaries, address different audiences and operate in different cultural and political contexts. It is very often in these complex scalar movements between incommensurable modes of discourse and action that tensions and conflicts within the movements arise, particularly as activists attempt to 'scale up' local struggles for recognition to the attention of global audiences (which entails, for musicians, their commercialization), or 'scale down' a transnational discourse on anti-imperialism or multiculturalism to specific local concerns over institutional racism, police harassment, housing, or employment.
